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the point view, the Arctic 
has favourable qualities, unless its severity 
counted such. barren, empty land, 
largely comfortless and desolate. The endless 
tundra stretching from sea horizon has 
austere, monotonous charm, certain cold, 
clean-edged beauty. Yet throughout 

hard man. 


the Eskimo, however, home, the 
earth’s most favoured place. They have 
desire elsewhere; they are content with 
this country which contains enough walrus 
and seal satisfy most their needs. 


} 


its topography, the eastern Canadian Arctic ranges from great glistening, coloured cliffs 
flatlands that roll away, mile after empty mile, featureless and undifferentiated, save for quiet inland 
pools that blue-spangle its monotonous expanse. The wind seems never stop. hard land, 


with few 


The fleeting weeks between the passing one winter and the coming another witness temperate 
and even warm weather. Snow melts, flowers bloom, birds flock from the south. The land becomes 
sombre brown, not colourless, but dead colour, save for the brilliant orange lichen-covered rocks. 
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Aivilik men are keen geographers when 
describing their immediate surroundings. But 
once they venture tell the outer world, 
geography gives way cosmography. 

asked number them describe the 
world. The earth, they replied, merely 
several weeks journey extent from their 
home. Most agreed that both flat and 
circular, with Southampton Island its centre. 
The sun, following irregular course, travels 
about it, lighting first the upper and then the 
under side. the end the earth stand 

four great pillars which support the sky dome. 
Here are the stars which burn brightly 
the heavens clear nights. The Aivilik 
consider these moving spirits. 


Eskimo are familiar with the most 
intimate details this land. 1929 when 
George Sutton visited Southampton Island, 
land mass nearly 20,000 square miles, 

accurate maps this island were available, 
obtained from two Aivilik Eskimo, 
Ookpuktowk and Amaulik Audlanat, the two 
upper sketches. The amazing accuracy 

their combined efforts can seen 
comparing them with modern map, just 
below them, prepared years later from aerial 
photographs. Certain digressions, often shared, 
are immediately apparent, particularly the 
enlargement the Bell Peninsula, favourite 
hunting ground. But the striking feature 
certainly accuracy, especially the details 
the shoreline. 
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asked several Aivilik make sketches this 
world. After much giggling the part the 
women and joking the men, they produced 
number interesting maps, two which 
are shown. The first, made Karleaner, 
limited series dots, each representing 

trading post and including all settlements 
known from experience and hearsay. 
Southampton the centre; other 
trading posts lie, the broadening circles 
familiarity, like small islands vast sea. 
Karleaner assigns three trading posts the 
white men, one these being Brandon 
Sanatorium where tubercular Eskimo are 
hospitalized. Both her directions and estimates 
distances are good, although the distances 
are increasingly underestimated one 

travels away from Southampton Island. 
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This also the case with the second map 

which was made Agoolak. hunter 

Southampton Island knows the coastline well, but 
understandably error his placement 
Winnipeg. making these maps, several 
Aivilik oriented them having West 
away from the body and North the right- 
hand side, but others chose draw them from 
still other angles, and there was agreement. 
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when asked oid Iglulik hunter draw map 
the islands north Foxe Basin (no simple task for they are most 
irregular), rapidly and accurately sketched them the air 
with his right forefinger. But when urged use paper and 
pencil, with which was unfamiliar, repeatedly declined 
and then, finally consenting, produced with difficulty inferior 
map. mentioned names for most the islands, though 
did for salient points their coastlines. other words, 
had land mass, only points. 


Although the are familiar with the details both the 
coastline and the lands which they hunt, they are largely unin- 
formed about the outer world. Agoolak was amazed when the 
United States Army built air strip near Coral Harbour. For 
years had seen the same white faces the North. Those who 
‘went out’ often returned, and all knew one another well. 
reasonably concluded that though white men differed from 
Eskimo, they were far less numerous. and others were 
amazed when during the Second World War many strange 
faces appeared from the outer world. 


They are equally uninformed about lands the south. When 
told the heat the summers, the great forests and 
factories—blow whistle: five hundred men walk in; blow 
another: out they march—Tutinar was fascinated. ‘Are there 
many caribou?’ she asked. 

‘None.’ 

‘Seal? Walrus? Bear?’ 


‘None all.’ 


‘Oh!’ she replied astonishment and pity. 


Even Ohnainewk, sophisticated and learned the ways the 
white man, found domestication animals incomprehensible. 


One day, borrowed magazine mine, came upon 
picture farmer plowing field with two horses. Such man, 
said, must exceedingly brave, particularly since the whip 
held was very 


ORIENTATION 


The Aivilik say, ‘When man puts out traps [100-200], must 
know the country.’ must know survive. winter the 
horizon recedes into the immense distance and, except when 
the sun hovers close the horizon and orange rays briefly 
define the profile the monotonous plain, there line 
dividing earth from sky. The two are the same substance. 
There middle distance, perspective, outline, nothing 
the eye can cling except thousands smokey plumes snow 
running along the ground before the wind—a land without 
bottom edge. When the winds rise and snow fills the air, 
visibility may reduced hundred feet less, and travel 
becomes dangerous. But, they must, hunters travel such 
weather, even though the trail lost and the dogs uncertain. 


believe they can because their knowledge topo- 
graphy and winds. Their astonishing gifts observation, their 
familiarity with the smallest details this monotonous land, 
particularly its coastline, never failed amaze me. Rarely did 
man seem uncertain his whereabouts, but looked 
about, the utter sameness the land, simply could not 
imagine what reference points was using. Even when travel- 
ling sled the dark, and most travel course done 
this time, there was little hesitance delay. 


recall one exhausting trip back from seal hunting when the 
lead dog was scarcely visible, and neither moon nor stars could 
seen. Yet proceeded directly tiny island South Bay 
where planned spend the night. Not finding suitable snow 
for house building, started home, through the turnings and 
twistings the pressure ice until was sick with dizziness. 
Once the sea ice, headed directly home, back the unlit 
settlement, hours distant. 


course, what appeared monotonous land was, 
the varied, filled with meaningful reference points. 
When travel car can, with relative ease, pass through 
complex and chaotic city, Detroit for example, simply follow- 
ing handful highway markers. begin with the assumption 
that the streets are laid out grid and the knowledge that 
certain signs mark route. Apparently the Aivilik have similar, 
though natural, reference points. and large these are not 
actual objects points, but relationships: relationships between, 
say, contour, type snow, wind, salt air, ice crack. can best 
explain this with illustration: two hunters casually followed 
trail which simply could not see, even when bent close 
scrutinize it; they did not kneel examine it, but stood back, 
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are sometimes used guides, but rarely, and stories 
were told men who had been misled when they used 
them. hunter may rely old sled tracks, but often his lead dog 
chooses not follow them takes too long keep checking 
the trail. The hunter merely keeps his eye land marks and 
depends the direction the wind. quickly senses any 
changes the wind’s direction, and confirms checking 
wind cuts snow drifts and ridges. 


Similarly, when travelling boat along the coastline heavy 
fog, navigator relies the sound waves and the direction 
the wind. Without seeing light land star still able 
find his course checking the wind and listening the sound 
the surf. 


Aivilik there are least twelve unrelated terms for various 
winds. This understandable, for mild summer breezes are not 
classed with winter blasts which quickly freeze faces and 
force snow inside clothing. their height, such storms prevent 
the erection cover, snipping off block after block. They are 
the implacable foe the many whom have been 
mutilated indelibly bitten these cruel winds. 


Although there are words like north-wind and 
south-wind (nigitook), these have little with direction, but 
refer kinds winds. Where winds come from less important 
than where they strike and what effect they have. When 
carries the floe out, seal hunting good; when 
konungniktook brings the floe back, walrus can taken. The 
source each wind incidental. 


cannot overemphasize the role winds Aivilik life. One 
hunter, far more acculturated than any other member the 
group, kept diary for several years the suggestion 
itinerant anthropologist. Nearly every entry begins with 
account the winds; only rarely anything else mentioned. 
With such concern, understandable how traveller can orient 
himself them, how, almost unconsciously, can record their 
slightest variation. Even good lead dog 
doctrinated with some this knowledge, least possessed 
remarkable ability spatial orientation. hunter sits his 
sled, usually facing one side, away from the wind, with his 
parka hood closed except for the small hole through which 
breathes and sees, but slight change the wind, which 
notices from the direction the fur his parka blows, checks 
his position and keeps on. 
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Sealskin Drying Tent 


The familiar Western notion enclosed space foreign the Aivilik. Both winter snow igloos 
and summer sealskin tents are dome-shaped. Both lack vertical walls and horizontal ceilings; 


planes parallel each other and none intersect degrees. There are straight lines, least none 
any length. 


Generally each igloo has several rooms. enter Iglulik one, you went first through 
vestibule, next past storage room for dead seals, and then through ‘hallway’ off which 

opened three ‘rooms’, each with snow sleeping platform and stone lamp burning seal oil. 
Amaslak, his wife, two children and had one room; the left lived his parents and their favourite 
grandchild; the right, his sister, her husband and child. 


Visually and acoustically the igloo ‘open’, 

labyrinth alive with the movements 
crowded people. flat static walls arrest 

the ear eye, but voices and laughter come 
from several directions and the eye can 

glance through here, past there, catching 
glimpses the activities nearly everyone. 
The same true the sealskin tent. Every 
sound outside can heard within, and the 
women inside always seem turning and 
stretching they can peer out through 

holes the tent. 
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ACUTENESS OBSERVATION 


observers, both detail and precision, the Aivilik continually 
amazed me. Again and again, they saw what did not. 
seal the ice was known them long before could see it, 
even when the direction was indicated. Yet eyes are 
Standing the floe edge they could tell glance whether 
was bird seal, seal square-flipper. The shout 
(plane) usually went long before could see anything and the 
children would continue watch long after had disappeared 
from view. The same was true boats. 


not suggesting that their eyes were optically superior 
mine, merely that such observations are meaningful them and 
that years unconscious training have made them masters 
it. Moreover, they enter into experience, not observer, 
but participant. This the only way can describe, rather 
account for, the wonderful naturalism their carvings and 
mimicry animals. Here the artist hunter participates 
seal-ness, becomes one with the seal, and thus finds easy 
portray, for now, himself, Seal. 


Both children and adults are often superb mimics, wonderfully 
imitating someone the delight all. have seen ‘take offs’ 
that would credit professional comedians; children 
especially seem gifted this know because was their 
favorite subject. hunter’s imitation seal sometimes good 
enough fool the hunted seal. Some men can parody anything: 
bear, iceberg, yes, even wind! 


There also remarkable retention observation. Show the 


Aivilik new dance step, sing new song play unfamiliar 
tune the accordion (which since whaling days has replaced 
the drum), and several will always reproduce these instantly and 
perfectly. 


Thus, though the exposure fleeting, details can taken 
glance and long retained. When man travels sled into 
unfamiliar country, continually looks back see how the 
country will appear his return. These brief glimpses, vividly 
recorded and faithfully remembered, are enough that can 
find his way back with ease. elderly hunter may efficiently 
guide party through area has not seen since his youth, 
and then but once. not mean that ever lost: but 
good hunter rarely ever is. 


arctic resident who had been intimately associated with the 
Eskimo for thirty years told the following: ‘Around 1930 
Eskimo passed strange ship employed walrus hunting off 
Baffin Island. Pantirtung the Eskimo casually mentioned the 
vessel the R.C.M.P. constable who, suspecting poaching, in- 
vestigated. When reached the spot, the ship was gone, and 
the only evidence its identification was sketch made his 
request the Eskimo. Yet this sketch was detailed and 
accurate included the ship’s name and port, which the Eskimo, 
ignorant the Latin alphabet, could have perceived only 
design. The owners the ship, Norwegian one, were con- 
victed and fined this evidence.’ 


checking the story, wrote Larsen, famed arctic 
authority and Superintendent Division, R.C.M.P. replied 
that knew nothing the incident, but thought might 
true and would investigate. Some weeks later wrote that the 
man from whom had heard the story had been interviewed 
Churchill and had nothing but hearsay the subject. ‘He re- 
ferred Corporal Corey who stationed Ottawa. 
Corporal Corey had nothing definite and referred Ex- 
Corporal Margette who was interviewed 
etc. etc. Apparently the story untrue, but think noteworthy 
that many men, all familiar with the Eskimo, found 
plausible. 
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MECHANICAL APTITUDE 


arctic literature rarely mentions the mechanical apti- 
tude, simply because often silent about those things 
which are taken for granted about Eskimo life. Yet all observers 
whom have spoken agree there something here not easily 
explained. have heard many stories about Eskimo mechanics, 
some difficult credit were not for the fact that such achieve- 
ments can observed daily. 


Aivilik men are first-class mechanics. They delight stripping 
down and reassembling engines, watches, all machinery. have 
watched them repair instruments which American mechanics, 
flown into the Arctic for this purpose, have abandoned despair. 
Working with the simplest tools, often hand-made, they make 
replacements metal ivory. Towtoongie made hinge for 
me, small had hold directly before eyes see how 
worked. Omowyak took driving shaft from large engine 
and, finding too large for his own engine, reduced the 
diameter third, the most ingenious manner, with only 
simple hend tools. engine beyond repair. Admittedly, some 
are odd-looking affairs the time the Aivilik are through with 
them, but they run. 


Part this ability obviously hand dexterity, particularly 
manufacturing small objects. But there more involved. One 
day was asked missionary look complex machine 
his that had stopped working. removed the top plate and 
realized glance was far too intricate for repair 
even understand. hesitated, who had been 
watching, slipped his hand under arm, made few quick 
adjustments, and was fixed. 


think the explanation for this phenomenon lies the over-all 
picture orientation. least three factors 
are involved: Aivilik not conceptually separate space and 
time, but see situation machine dynamic process; 
their acute observation details; and their concept 
space, not static enclosure such room with sides 
boundaries, but direction, operation. 


The first factor reflected the language. Eskimo contains 
number terms, tima (here-now), for example, that alone 
suffixes indicate orientation. Moreover, the so-called 
‘case system’ Eskimo, which important that language 
as, say, tense English, concerned with position, especially 
spatial relationships. The importance lavish time, Eskimo 
accord space. 


one man starts working engine, the men and boys 
the camp crowd close about, talking and helping. Once they 
see how fix it, they rarely forget. think the first thing 
which impresses them about Western culture its machinery. 
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ACOUSTIC SPACE 


often have difficulty understanding purely verbal notion. 
Alice Wonderland the patriotic archbishop Canter- 
bury found 


‘Found what?’ said the Duck. 


‘Found it’, the Mouse replied rather crossly: ‘of course you know 
what means.’ 


know what means well enough when find thing’, said 
the Duck: generally frog, worm. The question is, 
what did the archbishop find?’ 


feel happier when visible; then feel can under- 
stand it, judge it, perhaps control it. our workaday world, 
space conceived terms that which separates visible 
objects. ‘Empty space’ suggests field which there nothing 
see. call fume-filled gasoline drum gale-swept 
tundra ‘empty’ because nothing visible either case. 


The Eskimo not think this way. One hunter knew, when 
assured white man that gasoline drum was ‘empty’, struck 
match and peered inside: bore the scars for life. 


With them the binding power the oral tradition strong 
make the eye subservient the ear. They define space 
more sound than sight. Where might say, see what 
can hear’, they would say, ‘Let’s hear what can see.’ 


the beginning was the Word, spoken word, not the visual 
one literate man, but word which, when spoken, imposed 
form: ‘And God said, Let there light: and there was light.’ 
Among the Eskimo, where reality thought exist outside of, 
and irrespective of, man, the speaker imposes his will diffidently 
upon unbounded reality. Form temporary, transient; exists, 
the Eskimo poet says, the threshold tongue.’ 
the myth-teller speaks, Bear turns into Fox, Fox reforms into 
Caribou; nothing has definite invariable shape. 


our society, however, real, thing must visible, and 
preferably constant. trust the eye, not the ear. Not since 
Aristotle assured his readers that the sense sight was ‘above 
all others’ the one trusted, have accorded sound 
primary role. ‘Seeing believing.’ ‘Believe half what you 
see, nothing what you hear.’ ‘The eyes the Lord preserve 
knowledge, and over-throweth the words the transgressor.’ 
Proverbs 22:12. Truth, think, must observed the ‘eye’, 
then judged the Mysticism, intuition, are bad words among 
scientists. Most our thinking done terms visual models, 
even when auditory one might prove more efficient. 
employ spatial metaphor even for such inner psychological states 
tendency, duration, intensity. say ‘thereafter’, not the more 
logical ‘thenafter’; ‘always’ means ‘at all times’; ‘before’ means 
etymologically ‘in front of’: even speak ‘space’ 
‘interval’ time. 


the Aivilik, truth given through oral tradition, mysticism, 
intuition, all cognition, not simply observation and measure- 
ment physical phenomena. them, the ocularly visible 
apparition not nearly important the purely auditory one. 


The essential feature sound not its location, but that be, 
that fill space. say ‘the night shall filled with music’, 
just the air filled with fragrance; locality irrelevant. The 
concert-goer closes his eyes. 


Auditory space has favoured focus. It’s sphere without fixed 
boundaries, space made the thing itself, not space containing 
the thing. not pictorial space, boxed-in, but dynamic, always 
flux, creating its own dimensions moment moment. has 
fixed boundaries; indifferent background. The eye 
focuses, pinpoints, abstracts, locating each object physical 
space, against background; the ear, however, favours sound 
from any direction. 


know example Aivilik describing space primarily visual terms. They regard space 
static, and therefore measurable; hence they have formal units spatial measurement, just 

they have uniform divisions time. The carver indifferent the demands the optical 

eye; lets each piece fill its own space, create its own world, without reference background 
anything external it. Each carving lives spatial independence. Size and shape, proportions and 
selection, these are set the object itself, not forced from without. Like sound, each carving 
creates its own space, its own identity; imposes its own assumptions. 


the oral tradition, the myth-teller speaks many-to-many, not Speech and song 
are addressed all; they unite the group: ‘Let known only the man who wrote the songs 
people.’ Where the book isolates the reader from the living situation and promotes close 
person-to-person relation between author and reader (this why are interested the 

private lives writers), the oral tradition favour individualism. myth-teller, carver, 
the Eskimo conveys anonymous tradition all; attempt impose his individuality 

the few, but disappears behind his work. Neither artist nor observer the centre focus; the 
art can seen heard equally well from any direction. 
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ART 


word meaning ‘art’ occurs Aivilik, nor does ‘artist’: there are only people. Nor any 
distinction made between utilitarian and decorative objects. The Aivilik say simply, man should 
all things properly.’ use both words here strictly Western; art refer those 
objects which Western art critic would call art; artist mean any Aivilik. 
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the carver holds the unworked ivory lightly his 
hand, turning this way and that, whispers, ‘Who are 
you? Who hides there?’ And then: ‘Ah, rarely 
sets out, least consciously, carve, say, seal, but 
picks the ivory, examines find its hidden form 
and, that’s not immediately apparent, carves aimlessly 
until sees it, humming chanting works. Then 
brings out: Seal, hidden, emerges. was always 
there: create it; released it; helped step 
forth. 


Aivilik has real equivalents our words create 
make which presuppose imposition the self matter. 
The closest Aivilik term means work which also 
involves act will, but one which restrained. The 


carver never attempts force the ivory into uncharac- 
teristic forms, but responds the material tries 
itself, and thus the carving continually modified the 
ivory has its say. 


Great Western artists sometimes thought these terms and even expressed themselves so, but 
with one difference: they were exceptions their own culture, independently reaching this attitude 
only after experience and contemplation; whereas Aivilik learn mother-tongue and 

give social voice and expression. their attitude toward not only ivory, but toward all 

things, especially people: parent toward child, husband toward wife. Where think art 
possession, and possession means control, with like, art them 

transitory act, relationship. They are more interested the creative activity than the product 

that activity. 
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hnainewk held baby walrus tooth his 
palm, turned slightly, and there, 
unmistakably! Ptarmigan almost burst through 
the surface. cut lightly here, indented 
there, spoke diffidently; was 
not passive, yet his act will was limited, 


respectful: respectful the form that 
was given. 


Here seal still tooth; now out, 
revealed more clearly. 


‘Ringed seal, one carves 
Hiding now 

Ringed seal, one carves 
Moving now 

Ringed seal comes me.’ 
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charm from Cape Dorset, tooth 
worn clothing. Cut here, smoothed 
there, few dots added and it’s perfect 
bear’s head, yet still tooth, identifiable 


species and age. 


watched one white man, seeking souvenirs, 
commission carving seal but receive 
instead carving walrus. Another, who 
wanted chess set, though his explicit 
instructions were clearly understood, received 
set which each pawn was different. 

‘it cannot known advance’ 

what lies the ivory. 


One very characteristic expression means 
‘What that for?’ most frequently used 
Aivilik when finds some object 

and stands looking down it. 
mean can use that for?’ but rather 
used for?’ That portion the antler, whose 
shape perfectly fits the hand and gives 

natural strength well, becomes, with 
slight modification, chisel handle. Form and 
function, revealed together, are inseparable. 
Add few lines dots tiny rings just 
incisions, rhythmically arranged bring 

out the form, and finished. 
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remarkable pieces from the Hudson Bay area. One the hollow root walrus tusk, 


ivory cylinder usually cut off and discarded. What more natural than find ring joined 
figures! 


| 


The second contains wolf 
their relative positions dictated the ivory. 
Each may viewed independently seen 
together. Turned thus, there one 
relationship; turned another way, something 
else involved: the possibilities are many 

society where, fact and myth, relations 
between man and wolf are intimate, 

complex. Incidentally, both pieces were 
obtained Robert Flaherty; how natural 

that this great movie artist, recording action 
and sound, would understand and appreciate, 
still-camera artist might not, the true 
nature Eskimo art. 
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Figures are sometimes carved the round for ornamental 
religious purposes, the latter case usually evoke the absent 
animal propitiate after slain. Here the image the 
animal whose meat sought whose aid has been secured 
through dream thought equivalent the creature itself: 
carving its image brings within the influence the 
spirit. Once carved, with full details, even the animal’s sex 
organs, but never with favoured side for viewing, may 
passed from hand hand, then dropped indifferently into tool- 
box simply lost. Art the Aivilik act, not object; 
ritual, not possession. 


very adult Aivilik accomplished ivory carver: carving 
normal, essential requirement, just writing with us. Some 
are better carvers than others, just some are better pen- 
men than others. And carving done for purpose, just 
writing with us. The carver divide his products into 
works art and utilitarian objects, but the two are usually one: 
the sun goggles are beautiful—that line which aesthetically 
appealing the line that fits the brow perfectly. The harpoon 
graceful: and deadly. Even the most mundane tool becomes 
art object, for the Aivilik—can say ‘spontaneously’?—add line 
here, face there, and becomes delight. 


carving lives the hand moved, spoken and 
about. Charm, toggle, ornament, move the clothing the 
wearer, participating his actions, his personality. The tool, like 
the worker, ingredient the act work. art 
never static. 


Though small, these carvings lack the fragility and charming 
loveliness miniatures, and give instead the impression 
mature power. Each seems independent, self-contained. Tales 
associated with them share this quality. Generally the narrator 
speaks only things you can touch and see. constantly 
chooses the concrete word, phrase after phrase, forcing you 
touch and see. speaker insistently teaches the general 
through the particular. has mastery over the definite, 
particular, visualized image. 


The Eskimo language, being polysynthetic, favours such con- 
struction. Phrases are not composed little words chronologi- 
cally ordered, but great, tight conglomerates, like twisted 
knots, within which concepts are juxtaposed and inseparably 
fused. Such conglomerates are not ‘verbs’ ‘nouns’ even 
‘words’; each linguistic expression for impression forming 
unit the Eskimo. Thus ‘the house red’ Eskimo phrased 
‘the-house, the sequence may 
indicate kind subordination, but felt and treated 
substantive. Such parts speech, though they follow one 
another, are remarkably independent, with the result that 
Eskimo jerky; does not flow. What call action, Eskimo see 
and describe pattern succeeding impressions. 


Though these tales seem indeterminate and inconclusive those 
accustomed the crises and resolutions Western tales, the 
speakers have unusual ability create pithy images, give 
pleasure, and times say great deal, and say very 
lucidly, about the human experience. 
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ince 1949 the Eskimo have been encouraged, and some 
extent trained, artist representing first the Canadian 
Handicrafts Guild and later the Department Northern Affairs 
and National Resources, carve stone effigies for souvenirs. 
These delightful new carvings have attracted wide attention and 
brought needy Eskimo additional income. But they should not 
confused with aboriginal Eskimo art which entirely 
different order. The new art genuine enough: people 
change, their art changes, and the Eskimo are changing 
rapidly. Among them there are growing notions individualism, 
new attitudes toward controlling the external, and hence way 
perceiving which separates time and space. These new stone 
carvings, each with its base and its favoured point view, 
reflect all this and are therefore much easier for the Western art 
connoisseur appreciate. 


promoting these new stone carvings the Canadian Govern- 
ment has publicized the works and names certain expert 
carvers—a new concept, out keeping with the complete 
anonymity aboriginal Eskimo art. True, the decorative sewing 
woman may esteemed and both she and her family will 
take pride her reputation, but this not the case with religious 
carvings. Carvers make effort develop personal styles 
(though two pieces are ever alike), and take care 
remembered individuals, but simply disappear, were, 
behind their works. 
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distinctive mark the traditional art 
that many the ivory carvings, generally 

sea mammals, stand up, but roll 
clumsily about. Each lacks single, favoured 
point view and hence base. Indeed, they 
intended set place and viewed, 
but rather worn handled, turned 

this way and that. knew trader with 

fine, show-piece collection such carvings 
who solved this problem lightly filing 

each piece ‘the bottom’ make stand up, 
but alas also made them stationary, 
something the carver never intended. 
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There are several reasons why art lacks perspective the ‘favoured point view’. The 
primary one lack real literacy. with non-literate peoples generally, the can perceive 
without difficulty what regard ‘inverted’ figures. Another reason their attitude to- 

ward the ‘given’. For example, walrus tusks are carved into aggregates connected but unrelated 
figures; some figures face one direction, others another. particular orientation involved, nor 

there single ‘theme’. Each figure simply carved reveals itself the ivory. 


handling these tusks found myself turning 
them first this way, then that, orienting each 
figure relation myself. Aivilik not 

this. They carve number figures, each 
oriented—by our standards—in different 
direction, without moving the tusk. Similarily, 
when handed photograph they examine 


oriented. 
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ran experiment with number various ages. sketched paper some twenty 
figures, each oriented different direction. Then asked each individual point the seal, the 
walrus, the bear. Without hesitation, all located the correct figures. But though had made the drawings, 
found necessary turn the paper each time ascertain the accuracy their selections. 


The walls many their igloos and huts are covered with pictures from magazines obtained from 
the trader. These reduce dripping igloos and insulate huts; perhaps they are enjoyed for their 
colours well. Some, but little, effort made vertical rendering, and the over-all result 
haphazard. When the children wanted imitate me, sure way provoke delighted laughter was 
mimic twistings and turnings tried look the LIFE pictures. 


Here are two specimens, early and from 
neighbouring areas, but consistent with 
Aivilik art. One has number human 
faces, six oriented one direction, two 
oriented the opposite direction. The 
second pendant which, when worn, 
hangs ‘upside down’. 


examples illustrate this absence 
vertical rendering quite charmingly 

antler knife handle: seen one way, the 
caribou grazes, head lowered; now turn 
this page 90° counter-clockwise; the caribou 
stands head up, watchful. 


This also the case witn etched figures 


Aivilik, course, turn it. 

them, it’s visual pun: delight 
comes from simultaneous perception 
multiple meanings within one form. 
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recent years Aivilik have carved walrus 
tusks into cribbage boards sell souvenirs. 
the flat surfaces they scratch silhouettes 
animals and men which they blacken with 
battery carbon home-made ink. The 
antiquity this art questionable; 
probably derives from New England whalers. 
Nevertheless, reveals certain old Aivilik 
concepts, expressed new ways. 


Prior this, Aivilik carving was the round. 
But with cribbage boards—earlier with bow 
drills, later with paper—the artist had 

work surface instead tridimensional 
body. might have solved this problem 
either adopting single perspective 
preserve his relative fidelity the subject, or, 
the contrary, greater freedom with 
regard perspective and illusion. The latter 
what decided do. 


Having made this decision, had another 
choice: could redesign the figure 
had chosen reproduce first dissecting 


and then reassembling its significant parts, 


juxtaposing and superimposing them 
flat surface, Northwest Coast Indian art, 
always keeping within ‘enclosed’ space; 
could achive multi-dimensions 
repeating the figure, showing different 
activities, different perspectives, without any 
enclosure. This what did. 


Just the singer chants, over and over again, 
the name the animal wishes evoke, 
sometimes repeating monotonously 

without variations: ‘avik! avik! avik!, walrus! 
walrus! different contexts: 
‘You who are the big walrus! You who are 

the strong walrus! You who are the brown 
the artist, working flat 


surfaces, draws the animal again, again, again. 


fill vacant spaces: each figure 
stands alone, like lone hunter snow 
wastes, more accurately, like single word, 
for emptiness space, what silence 

sound. 


| 
| 
| 


first glance, some sketches appear tell 
story, perhaps illustrating the details camp 
life given moment. But often this 
misleading. Inquiry reveals that most 
instances when Aivilik draw several figures 
flat ivory, all are one man one animal, 
the purpose being show different roles. 
Even those few carvings that are clearly 
accounts hunting trips, little attention 
paid continuity unity. Asked draw 
_everything that had taken place the interval 
since had last seen him, hunter sketched 
many independent scenes, often unrelated, 
not sequential order, but scattered about 
paper without any particular orientation. 


Because there background which 
relate these figures, sketches have only 
accidental organisation; Aivilik star-lore, 
figures are generally independent one 
another. Each experience confined its own 
life, without reference wider 
spatial relationships; their comprehension 
not connected with understanding the 
surrounding space. Each lives 

spatial independence. 


This best seen the ornamentation 
women’s clothing, bead designs that are 
nothing more than juxtapositions unrelated 
motifs. Each motif makes separate unity 
which can taken out individually, for the 
connection between them incidental, though 
the total composite appealing. 


flat piece ivory before are etched 
two hunters, two seal, caribou, walrus, and 
dog-team. One hunter appears shooting 
the other, but this misleading: both figures, 
the artist told me, were the same man 
engaged different activities. seal 
apparently floats through the air over their 
heads, but again, this deceiving. Each figure 
completely independent and therefore 


has its own, unshown, horizon. 
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ometimes Aivilik take old engraving and, without clean- 
ing off the earlier work, simply put new engraving top 
it. us, but not the the results appear sloppy and 
confusing. react similarly their habit sketching until 
figure reaches the limits the ivory, then turning the tusk over 
and completing the figure the reverse side. they may 
complete unit, such dog-team, another horizon. 


times when figures overlap, they are endowed with trans- 
parency: ‘x-ray’ pictures which penetrate and make visible 
objects hidden from the eye. man may shown inside 
igloo, egg bird, child womb. Two wrestlers may 
sketched with four arms showing. This transparency means 
the simultaneous perception different spatial locations. Space 
fluctuates continuous activity one sees each figure now 
the closer, now the farther one. 


The object seen artistic remove: instead, the carver 
enters into it, mingles, fuses with it. doesn’t remain apart, 
controlling, but, the extent his cognition im- 
pinges upon it, participates Seal-ness Walrus-ness. This 
participation limited the sense sight, for art 
render the visible: renders visible. portrays not 
merely what perceived, but what known and true, and 
since truth here involves all senses, plus tradition and imagina- 
tion, embraces all cognition. 


All essentials are therefore brought the fore, including those 
made invisible the optical. This technique was employed 
the scene below, drawn paper request, lone 
figure hunting seal through the ice. Like diagram 
engineer’s sketch the moving parts engine, all rele- 
vant elements are shown, spite the fact they could never 
observed single moment. The dog has just located the 
breathing hole, which being approached the seal, but the 
harpoon already flight. Thus each figure drawn its 
most characteristic role, spite the fact the actions shown 
have been simultaneous. 


this scene, other such ‘group’ sketches observed, the 
action unresolved. The seal has not been taken, may perhaps 
not taken; the outcome uncertain—alive. 
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Aivilik artists not confine themselves 
the reproduction what can actually seen 


given moment from single vantage 
point, but twist and tilt the various possible 
visual aspects until they explain the object 
they wish represent: not fully, but with 
vagary, randomness: Aivilik are true vagrants. 


They may draw tent from one side and 
include, well, end view the tent 


order show its shape. they may draw the 


tent from one angle, other objects from other 
angles. This technique the 
following sketch paper which shows 

large camp scene, something the Aivilik 

rarely draw. drafting it, the artist employed 
many vantage points; gave the men, tent, 
boats, dog and sled each the most characteristic 
perspective. 


Thus with multiple perspective, the moving eye the observer glances here, there, over here, until 
the observer himself drawn unconsciously into the scene. Similarly, Aivilik narrators shun single 
perspective, preferring describe object from many angles, evoke mood juxtaposing 
discontinuous images. They maintain singleness tone, fixed position, but verbally move 
about, letting the story itself speak, assert its own form unhampered fixed perspective. 
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artists draw all etched figures direct horizontal 
position, never from frog’s-eye view, perhaps 
because they are tiny any optical distortion would make them 
unrecognizable. 


Yet three-dimensional perspective completely absent tradi- 
tional art. religious carving seal may very ‘realistic’, 
but only because ‘realism’ has cabalistic power this context, 
just as, the chant, exactness pronouncing the seal’s name 
essential. But when transferred flat surface, see that 
something else was really involved all along. For now the artist, 
telling story, selects and accents, saying: this relevant, 
this mysterious, this important. Carving seal the round, 
the carver brings out these features verbally; working flat 
surfaces, brings them out visually. 


For example, these cribbage boards the hierarchy size 
intimately associated with the hierarchy power. myths, 
dreaded soul-seeker gigantic when attacking helpless man, 
but diminutive when vanquished the superior magic; 
this art there correspondence between size and symbol. 
ivory tusk, like oral myth, has its own spatial world, not 
naturalistic sense illusion actual distances between 
represented elements, but the sense that the size the 
figure and the importance the word are graphic, meaningful 
connection. Aivilik art obeys the ear more than the eye. 


That Greek story—who tells it?—about the birds fooled the 
painting grapes, the artist fooled painting curtain, 
would delight the Aivilik. But, they might ask, that art? 
the igloos the more acculturated few, are seen 
bundles photographs which are often taken out and silently 
examined with great concentration. But this recent. The 
traditional artist selects what thinks relevant, important, 
humorous. It’s personal selection, not the impersonal one 
the camera which mechanically excludes movement, time, myth, 
colour, sound, odours, imagination, dreams. The static, black and 
white photograph offers pure form without the distraction 
these other stimuli, but satisfies only the eye, rather, that 
type self which relies primarily upon the sense sight. the 
older Aivilik form without meaning value. 
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recent years many factors have changed traditional 
art. Most involve indirect changes personality and 
society, yet least two are direct. The first difficult validate, 
yet think real. Behind the altar the Catholic mission there 
religious painting with three-dimensional perspective which 
depicts single moment time and can accurately seen only 
from the single position the kneeling worshipper. far 
know, this represents the first contact the Aivilik had with 
composition done linear perspective. involved extreme 
break with their traditional conception space and introduced 
the artistic counterpart the modern notion individualism, 
every element being now related the unique point view 
the individual given moment. 


This tendency has been furthered the Welfare Teacher who, 
arriving 1950, has given art instruction some the older 
children Coral Harbour. They have been encouraged 
abandon multiple perspective and imitate slavish'y the 
apparent optical image the three-dimensional object-world. 


few younger children, unable master immediately linear 
perspective, assign diametrically opposite role from that 
given the teacher: they make parallel lines converge they 
approach the spectator and thus they open up, instead close 
space. Still others indicate position depth different 
elevations figures: the bottom the paper represented 
the closest visual point, higher positions more distant. saw 
examples shading, though depth occasionally indicated 
overlapping figures. 


The majority drawings made under the supervision the 
Welfare Teacher exhibit linear perspective, with the vanishing 
point the middle the picture plane. The same true the 
stone carvings made for shipment south. This type perspective, 
course, attempts reproduce scene perceived the eye 
given moment: eliminates time and confines itself solely 
space. The strange fascination which linear perspective has for 
the younger cannot accounted for exclusively 
craving for verisimilitude. Conditioned the individualism and 
outlook the Western world, they seek express this goal 
focusing always one cut-out sector the unbounded wealth 
the surrounding nature. Thus they eliminate the flux the 
innumerable visual relationships that the world has for the 
spectator and which their elders effectively portray. They 
freeze the living, fluctuating wealth the visual field into 
static geometric system, eliminating the time-element always 
present the experiencing space, and thus destroying the 
dynamic relationships the experience the 
Clearly, the introduction three-dimensional perspective, along 
with other Western concepts individualism, has led changes 
the manner which the Aivilik perceive their world, and 
the way they conceive themselves within it. 
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hat features Aivilik art are universal 


least paralleled other traditions, and 
which are characteristically Aivilik? 

From northern Scandinavia, across the tundra 
and taiga Siberia, Alaska, and Canada, 
the ice-bound coast Greenland, men have 
lived for thousands years and shared 

basic art tradition. The chaste, matter-of-fact 
realism Aivilik art typical Eskimo 
carvings from Greenland Alaska, and even 
Chukchee art from Siberia. 
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Yet the ancient art the far north has 
times been more elaborate, more 
sophisticated, with connections deep Asia. 
think now that artists working northern 
Alaska 1500 2000 years ago were 
following tradition art style developed 

least early 600 B.C. somewhere 
between the Ural and Altai mountains. And 
the 19th century, Alaskan Eskimo artists 
produced masks depicting those monsters 

the sea-depths which psychoanalysis fishes 
for with subtle-nets—and politics war, 

with dynamite. 
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outside influences have times 
changed, even replaced traditional arctic art, 
this ancient tradition, sometimes long 
slumbering, has different polar seas 
repeatedly reasserted itself, and will probably 
roam this timeless, spaceless landscape. 

How far into past ages this tradition may 
reach back, dare not even surmise, 

but the fact that can stir us, even today, 


suggests touches something universally 
human. 
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The three parts this book were incependently executed; its unity comes from the fact that 
its three contributors saw the same thing the Eskimo and each expressed himself his own way. 


FREDERICK VARLEY 


Frederick Horsman Varley went North the summer 1938 with the Eastern Arctic Patrol, 
aboard the Nascopie. After returned scattered his sketches like Eskimo. Fortunately the 

Public Archives acquired ten; Sir Malcolm MacDonald, United Kingdom High Commissioner Canada, 
gave number presentation pieces and kept record recipients; and correspondence with 
Varley’s friends located more, bringing the total eighty-six sketches and paintings. One 
correspondent wrote: ‘Most them were rather small size but big every other way—floating 
icebergs and distant hills—a feeling vast space sky—slight, simple direct—grey, 

bleak, with quiet dignity. One two had figures them: Eskimo men and women who had come 

meet the boat just standing about silhouetted against sky.’ 


ROBERT FLAHERTY 


Although the fireplace his Black Mountain farm included Celtic motto meaning ‘Wander More’, 
Robert Joseph Flaherty (1884-1951) avoided this advice during most his life. When was 

twelve accompanied his geologist father North and lived the hinterland with Indians and 
fur-traders and long-haired coureurs bois. 1910, after brief schooling Rat Portage and Upper 
Canada College, went Hudson Bay where found Eskimo-drawn maps the Belcher Islands 
infinitely more accurate than existing Admiralty charts—a finding that led the discovery the 
great ore deposits there. During the next six years led three more expeditions subarctic eastern 
Canada, where explored and mapped the Belchers, well the unknown barrens northern 
Ungava, making two sea-to-sea crossings the Peninsula. returned 1920-22 film 

Nanook the North. Over 360 pieces his superb Eskimo collection were donated the 

Royal Ontario Museum Sir William Mackenzie 1914. 


EDMUND CARPENTER 


Edmund Snow Carpenter (1922- contributed the text. Like Varley and Flaherty, wanderer. 
detachment from personal convenience, coupled with uncommon gift for languages, have 

carried him into many parts the world and forward into the friendship various tribes. 

Trained mining engineer, turned anthropologist and three arctic trips, lived with the 
Aivilikmiut Southampton Island and Iglulikmiut camps either side Fury and Hecla Strait. 
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